The use of the moving image in public space extends the techniques of cinemanamely superimposition, montage and apparatus/dispositif-threatening either to dehistoricize and distract or to provide new narrative and associative possibilities via public art. These techniques also serve as helpful tools for analysis drawn from cinema studies that can be applied to examples of the moving image in 
INTRODUCTION
Cinema can be defined as a collection of techniques-a set of resources and methods of construction, technical limitations, and possibilities. For example, superimposition, perhaps the very engine of cinema, creates the succession of images that produces the effect we perceive as motion and thus generates both attention and distraction in the viewer. It is one of the primary ways that cinema creates affect. A car appears to race down a highway, or we see, as in Chris Marker's La Jetée (1962) , an eye blinking, just for a moment, and it sets our hearts racing. Montage, the juxtaposition of diverse images-the grammar of cinema so to speak-is also one of cinema's primary techniques. It presents us with a means of suggesting associations and relations between things. It connects the shocked expressions of onlookers in Sergei Eisenstein's Battleship Potemkin (1925) with the brutality of the advancing troops on the Odessa steps, again riveting us to the diegesis through the narrative and associative power it generates. Finally apparatus and dispositif contribute to the effect of cinema in the pairing of technique, architecture and ideology through the act of spectatorship. For example, the darkened spaces of cinema facilitate a transferral (or deferral) of identity and subjectivity for the viewer. The cinema is a mechanism of ideological transmission that can be employed to deliver to its audience various encoded messages in content and form, be it the male gaze, 1 or another discourse (i.e. capitalism).
Taken together-superimposition, montage and apparatus/dispositifconstitute three ways that cinema can be viewed as a "perceptual laboratory": as media theorist Scott McQuire notes, forming meaning and shaping experience by centering and recentering the audience and generating affect. 2 McQuire's concept of the relationship between media and perceptual training and experimentation follows from Walter Benjamin's observation that a primary effect of cinema was to make manageable one's experience of the rapidly modernizing city of the early twentieth century by way of first shocking and then habituating the senses through the media equivalent of the view from a speeding train or from the window of a café looking out onto a busy street. 3 The concept of the perceptual laboratory can be extended to public spaces that have, over time, taken on some of the same functional characteristics of cinema. 4 Thus public space can be seen as an expanded perceptual laboratory where cinema and the city are no longer co-constitutive but imbricative and recursive in their effects of rupture and recuperation. Public projections and large-scale moving image displays, particularly in public art more so than the more prevalent examples of their commercial use, illustrate this phenomenon best as they deliberately experiment with these new assemblages of light, space and publics: they pose questions about how we come to know ourselves and one another in a world increasingly defined by the moving image, tangible interfaces and responsive, participatory, data rich environments. Later, amidst the material and electronic flux of the modern city adorned with more and more formless fields of attraction, the walls of the city and the stories they contained receded. In visiting Times Square, Marshall Berman warned that "you have to tie yourself to some sort of inner mast in order not to be overwhelmed." 14 The maelstrom of impressions of/in electrified urban space brought with it a heavy dose of distraction-from others, from oneself and from the urban environment in general. At the turn of the twentieth century sociologist George Simmel theorized that the bombardment of the senses by way of the accelerations associated with rapid urbanization contributed to a generalized "blasé" attitude that had to be adopted by the urban dweller so they might survive this maelstrom. 15 But is the powerful effect of moving image media in space only capable of dehistoricizing the past and present by obliterating the space around it? Does it necessarily lead to the eventual numbing of spectators' overtaxed senses? To which ends might this potent technique be directed in public space, and how has public art figured in such experiments? Finally given that contemporary moving image works in public space can achieve contingency along various axes through indeterminate viewing conditions, 16 and the disruptive potential of digital forms Kracauer argues that film creates an effect that captivates an audience and acts as a unique and powerful physiological stimulus. It does so in its recording of "reality," its revealing of certain aspects of reality that are otherwise hidden or located in another space and time, and its rendering of this reality in motion (through superimposition of frame after frame). 18 Kracauer likens film to an object of prey, tapping into our animalistic tendencies to notice and fixate on moving objects. The subsequent increased demand on the spectator's sensorium results in a distraction, but also has the potential to generate innate curiosity and an openness to new sense impressions.
While advertisements that use the moving image in public space on billboards and projections often tap into the affective capabilities of cinema to make consumers forget everything except for the need to consume, public art that engages the moving image and public space demonstrates the ways that According to Wodiczko the public aspect of this work helps to make social justice what he believes it should be: a collective and compassionate endeavor where "fearless speaking" meets "fearless listening." As the artist notes, "public truthtelling (testimony) and public truth-seeking (witnessing) are interdependent." 19 To stop, watch and participate in such events implies complicity of the audience and the city (to a degree) with the disruptive image and its alternative message.
And so while Wodiczko's work dehistoricized the modernist symbol of its architectural substrate, it also rehistoricized and politicized it through the What Wodiczko's work shows us is that the overall effect of the moving image in public space, the outcome of its experimental hypothesis, need not be one of disorientation and distraction. It can be one of rehistoricization-a critical redefinition of space that changes what can be said, by whom, and at which scale and level of authority. While the immediate succession of images that imply motion captivates and confounds us, stopping us in our tracks, with a large outdoor projection the image that sticks to a place in space-and a space in memory-affords us a new way to express and experience plurality and memory.
Thus the image resists the foreclosure of meaning, particularly when applied to existing monuments and structures. The moving image in public space presents us with a new possibility for the "deposit of a memory trace" onto our surroundings to make them more legible, memorable and meaningful. 20 With the addition of the moving image and its superimpositions, the city becomes, like the cinema before it, a "perceptual laboratory" where experiments and contests of identity, attention and aesthetics are conducted. 21 Akin to the cinema, the city becomes a place where our systems can be shocked and reactions observed. It is a place where we search for techniques to address what ails us as a society or to reclaim something of what we have lost. It is a place where the distracted attention characteristic of modernity, and perhaps even more so in our accelerated modernity (or supermodernity), 22 can be enacted and ameliorated; a single yet multi-faceted place where we can be confounded by shifting vistas and complex contradictions yet also comforted and challenged by the ways that culture can be reanimated and revived through public art. 
MONTAGE

APPARATUS/DISPOSITIF
In The Cinema Spectator Raymond Bellour notes that cinema is a simple hypothesis with many detours. 32 The darkened theater with a hidden source of projection is just a standardized technicity from which "every other viewing situation more or less departs." 33 In art that employs the moving image, the installation remains one of the most varied and productive sites for said detours.
That said we might ask: how does public art that employs the moving image follow from the standard technicity of the cinema, but also how does it depart from such? And to which effect?
"Dispositif" and "apparatus" are two terms that have been used to describe cinematic situations. Definitions of these terms will aid in the analysis that follows. Freud's experience of projections in the Piazza Colonna in Rome, but they can also rehistoricize a space-be it a historical statue or a wide expanse of industrial concrete-and reinvigorate it and the respective public through the considered superimposition of the moving image. This prompts a dialogue with peripatetic audiences and the expanded diegesis of the cityscape. As our surroundings become hybridized through technologies such as augmented reality and ever more ubiquitous digital screens, we will have been both shocked by and trained to live with them by the expanded cinema of public projection and screen based installations.
The history of cinema and media studies appears to provide helpful correlatives and analytical tools for understanding increasingly mediatized public spaces and public art. One area in which this analysis might be extended is to take a closer look at the specific differences between the use of live and prerecorded images in large-scale public artworks, as well as the testing of new forms of public sociability through live images exchanged between public screen scenarios in different cities. Due to the rapid pace of change in this field, creationas-research may also be a useful method for analyzing these shifting circumstances of public space and the moving image. A socially engaged practice of public art that employs the moving image-particularly the digital, mapped and interactive one-may, for example, be used to refine techniques and test hypotheses for the development of a public sphere that is challenging, engaging and just. 
CAPTIONS
